In this paper I explore the connections between the anthropology of Marcel Mauss and the anthropological cinema of Jean Rouch. In the process, I identify elements in the work of the filmmaker and anthropologist that amount to a critique of any simplistic opposition between prose and poetry, science and art, rational and irrational, material and immaterial, the thought world and the lived world, ethnographic description and creative interpretation, sound and word, ethnographic film and documentary, anthropology and cinema.
Between the sensible and the intelligible
Anthropology and the cinema of Marcel Mauss and Jean Rouch 1
Ruben Caixeta de Queiroz
"When a natural science makes advances, it only ever does so in the concrete, and always in the direction of the unknown." (Marcel Mauss) Following Caiuby Novaes (2005:108) . My thanks to Mateus Araújo and Rose Satiko for the invitation to take part in these events, as well as their observations and criticisms. I equally thank the anonymous reviewers of this journal for their comments and suggestions.
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All these films are in fact in homage to former students of Marcel Mauss: 1) Germaine Dieterlen; 2) Taro Okamoto; and 3) Marcel Levy. On Mauss's influence on some of his female students, see the video made by Carmem Rial and Miriam Grossi, As alunas de Mauss, 2000. that few teachings remained so esoteric and yet had such a profound influence as those of this thinker: "No acknowledgment of him can be proportionate to our debt, unless it comes from those who knew the man and listened to him. Only they can fully appreciate the productiveness of his thinking, which was so opaque at times; and of his tortuous procedures, which would seem bewildering at the very moment when the most unexpected itinerary was getting to the heart of the problems" (Lévi-Strauss 1987:1) . 4 These bewildering shifts veered sometimes towards the comparison of human phenomena undertaken by anthropology -based on the contemplation of a spontaneous mass of data obtained from the huge diversity of societies across time and space -and sometimes towards detailed and painstaking ethnographic description of either systems of thought or the various dimensions of everyday and material life.
Germaine Dieterlen, 5 a student of Marcel Mauss and Marcel Griaule, liked to call attention to the former's simultaneously open and erudite spirit:
His comments seemed to be as much questions posed to himself as to his students. Indeed his culture was the result of a deep instinct: the study of the 'other' through the many different civilizations found in space and time. This study encompassed, of course, the East, the classical Mediterranean world and the Slavic and Nordic societies, but also those called 'primitive' at the time. He underlined, of course, the importance of the research carried out for a long time by philologists, especially on Indo-European languages and their range. But his erudition went much further. At the same time as he might recommend, indeed insist, on reading Hesiod, he would not hesitate, when discussing a Maori cult, to tell us to study an act from Shakespeare or a verse from Virgil 4 While, as Lévi-Strauss writes, Mauss's work and thought mostly acted through the mediation of colleagues and disciples in regular or occasional contact with him, rather than directly in the form of words or writings, the work and thought of Jean Rouch could be said to have acted through his films, his talks at the Comité du Film Ethnographique and the Cinémathèque Française, and through his disciples who had close contact with him in these spaces and elsewhere. Just as it is difficult to find an anthropologist who has not been touched or moved by the ideas of Marcel Mauss, so it is difficult to find an ethnologist-filmmaker, or anyone who has at some point in their lives been interested in anthropology and cinema, who has not been moved by the ideas of Jean Rouch.
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Germaine Dieterlen is the strongest link between the anthropological theory and practice of Marcel Mauss, Marcel Griaule and Jean Rouch. She was undoubtedly the main mediator in this network, a fact observable in the co-production of the series of films on the Dogon or in the courses and debates run by Rouch under the auspices of the Comité du Film Ethnographique and the Cinémathèque Française. A more detailed investigation of the influence of Mauss and Griaule on Jean Rouch must necessarily include, I believe, the mediating role played by Dieterlen. vibrant v.9 n.2 ruben caixeta de queiroz [...] And although his arguments did not appear immediately clear, it was not a question of a blind association, but an approximation -his own -of man and his environment as a whole in every part of the world.
6 (Dieterlen 1990:110) Marcel Mauss, nephew and disciple of Émile Durkheim, continued the latter's project of approaching social facts or symbolic systems as elements independent of individual mental phenomena. Humans are presumed to communicate through shared permanent signs located outside the individual conscience each person: "In the majority of collective representations, it is not a matter of a unique representation of a unique thing, but of a representation arbitrarily, or more or less arbitrarily, chosen to signify other representations and to govern practices" (Mauss 1979 :16 cited in Dieterlen 1990 .
From this viewpoint, Maussian anthropology could be said to be shaped by the attempt to understand collective representations formed within a given society and constructed in continual interaction with thought systems located nearby in space and time. However, in a relatively late text, Mauss, while not denying the influence exerted by the symbolic dimension on social practices, draws attention to the close connection between thought and matter, the intelligible and sensible, mind and body, spirit and the biological dimension of social life: this is the text "Techniques of the body" from 1938. If society leaves its marks not only on language and the spirit, but also on human bodies and their interface with physical techniques, the ethnologist must also dedicate himself to observing and describing the most prosaic dimensions or material aspects of social life, and not only the major discourses or ceremonies where society is presumed to leave a larger 'footprint.'
Inspired by "Techniques of the body," Jean Rouch, in his famous commentated film sessions held on Saturday mornings at the Cinémathèque Française, always liked to cite a kind of secret revealed by Mauss at the very 6 From this perspective, therefore, Marcel Mauss wished to comprehend the universal through the diversity of human symbolic manifestations or systems of thought. A cult in Africa or Oceania could be more readily understood by comparing it, for instance, with a 'cult' from Ancient Rome. I wonder whether some of Rouch's films, like Enigma (1986) and Dionysos (1984), were not inspired indirectly by Mauss. It is also worth noting Dieterlen's recollection that, for Mauss, training in ethnology had to include learning about physical anthropology, pre-history and linguistics.
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By way of example, we can cite the texts "A general theory of magic" from 1902-1903, "The gift: forms and functions of exchange in archaic societies" from 1922, and "A category of the human mind: the notion of person; the notion of self " from 1938. outset of the text: "the unknown is found at the frontiers of the sciences, where the professors are at each other 's throats" (1973:70) . This same text contains a revelation that occurred to Mauss as lay recovering from an illness in a New York hospital:
I wondered where previously I had seen girls walking as my nurses walked.
I had the time to think about it. At last I realised that it was at the cinema.
Returning to France, I noticed how common this gait was, especially in Paris; the girls were French and they too were walking in this way. In fact, American walking fashions had begun to arrive over here, thanks to the cinema. This was an idea I could generalise. The positions of the arms and hands while walking form a social idiosyncrasy, they are not simply a product of some purely individual, almost completely psychical arrangements and mechanisms. For example: I think I can also recognise a girl who has been raised in a convent. In general she will walk with her fists closed. And I can still remember my third form teacher shouting at me: 'Idiot! why do you walk around the whole time with your hands flapping wide open?' Thus there exists an education in walking, too. (Mauss 1973:72) In this passage Mauss's shrewd mind alerts us to the traces of cultural behaviour disseminated by the cinema, or more precisely, to how the modern cinema fabricates human minds and hearts. As Jean-Louis Comolli (2008: 296) As Germaine Dieterlen (1990:115) reminds us, Marcel Mauss loved to delve into the concrete and would sometimes say, paraphrasing Shakespeare:
"There is more poetry in a grain of reality than in all the brains of all the poets." The introduction of cinema into ethnographic research, along with the sound recording that accompanied the films, allowed an examination of the more prosaic aspects of social life, we could say, its material side, the conjunction of the lived with experience. As we know, it was still in the 1940s that Marcel Griaule made the first ethnographic films and, in doing so, perfected the 'ethnographic method,' making it simultaneously and paradoxically more objective and more subjective. Dieterlen (1990:115) writes that all these films made on lived experience, whether depicting a technique, a rite or a market, represented an advance in ethnographic research:
Not only did they allow the different takes of the recorded subject to be watched repeatedly as many times as was necessary, the films could also be screened to the people concerned in order to resume the analysis with these same people. These two procedures allowed the investigations to progress from one research mission to the next. […] Reviewing the images of the landscape, individuals, collectivities, events that we saw happen, this acts on the sensibility of those shooting a film, as on the subjects of an audiovisual record. This retrospective restores the atmosphere and situates each person in an affective context, which in my view is highly favourable to research whatever the theme in question.
From this viewpoint, then, the introduction of audiovisual resources into ethnographic research enabled more objectivity since it allowed greater access to everyday and material life -or, in Mauss's terms, a greater proximity to the collective representations expressed through body techniques -while, at the same time, pursued greater subjectivity by incorporating the thought of the other through the linguistic and musical categories inscribed in the soundtrack and through the inclusion of the other's point of view in the commentary on the images and in the subsequent analyses of the latter. combined with the surrealist matrix, seems to have led him to explore the phenomena of ritual possession and corporality, rather than so-called systems of primitive classification. It is in this sense that we can understand Leiris's phrase that "...surrealism is basically a validation of the irrational" (Leiris 1988:160) and not a search for the rationality of the 'savage mind. ' As Marco Antônio Gonçalves (2009: 42-35) 10 But what interests me here is the reason why Jean Rouch, in his own words, thought so highly of this film:
There are for me, in this domain, two completely different positions: one position I would call 'scientificist' in which human facts are things that must be classified and catalogued, included in a network of explications frequently pre-established, in fact, and that allow a certain number of hypotheses to be verified. When we engage in this kind of exercise, we very frequently become uneasy, the result of this same intellectual imperialism which means that we can never see others except through our own eyes and our own concepts.
10 Jean Rouch relates, with a certain air of joy, the experimental montage produced by Jean Monod, who "was as crazy -perhaps even more so -than Vincent Blanchet." "In the first version, he transcribed the myth. And since he was not interested in presenting a translation, which would take the form of a 'commentary,' with everything this implies in terms of didacticism in the narrowest sense, he went to one of his poet friends, a skilled manipulator of language, who transposed the myth. The effect of the film was not disquiet but a terrible discomfort -which, in fact, I liked a lot -that came from the discovery of a surrealist 'exquisite corpse': the encounter of two things that had nothing to do with each other and that collide with each other constantly. But there was something truly lacking still: recounting a Piaroa myth in a poetic language is something that does not 'stick.' Blanchet therefore took over the film again, keeping the montage made to 'sustain' the myth, bur removing the commentary. This moment was a revelation. From the instant that these 'French words' were removed, a kind of explanation was supressed. But at the same time the viewer was left to 'swim' or not. And if he 'swam' (as in my case) the made it infinitely superior to what had existed previously" (Jean Rouch 1975:75-76 Clearly Jean Rouch's interpretation of structuralism and Lévi-Strauss in the above paragraph is somewhat limited. In analyzing the mythological system of the Indians of the Americas, Lévi-Strauss discovered that the system is structured by figures of the sensible and the physical, and that the structuralist method must follow its object such that, ultimately, object and subject become irrevocably mixed. This is why the Mythologiques are, in Lévi-Strauss's own words, myths of other myths.
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11 Reading this passage from Jean Rouch, it is near impossible to take seriously the critique advanced by the Senegalese filmmaker Sambène, who maintained that Jean Rouch had treated the Africans as mere research objects or insects.
12 It would be fascinating to explore at more length elsewhere this opposition, which frequently presumes in a facile and erroneous form a contrast between thought on one hand and matter on the other; between large-scale rites and everyday life, the thought and the lived. Alongside Jean Rouch, André Leroi-Gourhan also played a key role in the institutionalization of ethnographic film in France: the two men were founders of the Comité du Film Ethnographique in 1952. However in the academic field, specifically the area dedicated to prehistory and the material dimension of human life, Leroi-Gourhan was just as important as Lévi-Strauss for anthropology. We can recall in passing that Leroi-Gourhan was innovative in his methodological premises: he replaced the earlier habit of discarding everything that did not appear immediately relevant with the concern to conserve the slightest vestige, whatever its nature, minutely noting its spatial relation to other vestiges found in the same layer of the archaeological site. For his part, while the anthropologist Lévi-Strauss was concerned with understanding the deep structure of Despite his critique of structuralism, Jean Rouch was certainly not obtuse in his separation of science and poetry. On the contrary, in analyzing the first films made by Marcel Griaule at the start of the 1930s, he pronounced that they were "superb documents, the world's first ethnographic films" (Rouch 1987:02) . Moreover, in Marcel Griaule's experiments he saw a continuation of the scientific experimentation conducted by Regnault at the end of the nineteenth century. In other words, while cinema can be said to have been born as documentary, it was also born from the desire to make science. Jean Rouch Jean Rouch undoubtedly made many films with scientific objectives, or more precisely, with the intention of describing reality and human experience more accurately. At the same time, though, he made many other films merely to delight himself and his viewers through the use of imagination or fiction (which are also systems of thought) of others and ourselves. In the latter case, we are talking about those films classified as ethnofictions (or the more fictional films, like Moi un Noir) and, in the former case, those labelled myth, he did not set out from abstract categories, but, just like indigenous peoples, from an explanation of the world based on categories of the sensible, where cooking, fire and table manners play a decisive role in this explication and speculation concerning the world of humans, non-humans and spirits. Lévi-Strauss writes (1978:506-507): "correct behaviour requires that what must be, should be, but that nothing should be brought about too precipitately. And so it is that, in spite of the humble functions assigned to them in daily life, such apparently insignificant objects as combs, hats, gloves, forks or straws through which we imbibe liquids, are still today mediators of extremes; imbued with an inertia which was once deliberate and calculated, they moderate our exchanges with the external world, and superimpose on them a domesticated, peaceful and more sober rhythm." ethnographic. 13 However, here we can recall the quotation from Marcel Mauss in which he claims that more poetry is found in the grains of reality than in the mind of poets, an idea that forces us, by way of counter-example, to cite the poetry contained in those films identified as ethnographic (and thus more real? less constructed?).
It was at the end of the 1960s and start of the 1970s that Jean Rouch made most of his 'more realist' films, notably the series Sigui and other films on the Dogon. However, as I stated above and as we shall see below, these realist or ethnographic films are constructed in compliance with a cinematographic aesthetic that serves art and the sensible, rather than a narrow and restrictive conception of objective knowledge.
After making a large number of films in which voice-over commentary ), there are also those films in which speech disappears to give way to just bodies moving in relation to the music.
Horendi was a film shot in 1971 with a camera connected to direct synchronized sound, an electrically powered camera with a long chassis, which enabled long takes capable of accompanying a ritual as it unfolded. 16 When it came to editing the film, Rouch provided the viewer with almost raw footage, limiting his intervention to placing these long takes one after the other so as to correspond to the order seen in situ (and verified by information obtained from the people being filmed, who saw screenings of the raw footage). However during the editing, Rouch follows a normal take (24 i/s) with a 'natural' sound with the same take in slow motion. This procedure, fair to say, seems to have been adopted with a scientific (or descriptive) intent: assisted by the ethnomusicologist Gilbert Rouget, Rouch sought to determine whether the recorded music followed the step and movement of the dancers' bodies or whether the opposite was true. Nonetheless this strategy results in a surprising aesthetic effect where the dancers appear to float in space to the distorted sound of the music. Moreover, as part of this opposition, a more 'realist' or 'illusionist' value is attributed to Flaherty's influence, while the more 'constructivist' or 'artistic' value is attributed to Vertov's. While I think that we can indeed identify -if we consider his pedagogical practice and his writings as a whole -a decisive influence of Flaherty and Vertov on Jean Rouch's cinematographic practice and thought, it nonetheless seems to me almost impossible to map the boundaries where one of them clearly had a more decisive influence.
to that used for Horendi ( In the series Sigui, the viewer is allowed access to the 'invisible' aspects of the rite presented in the first two episodes only in the third episode, Sigui no.
18 A small detail can perhaps help explain the conceptual and narrative difference between these two films: while in the first (Funerailles à Bongo) the direction and script are credited to Jean Rouch and Germaine Dieterlen, in the second film (L'enterrement du Hogon) the direction is credited to Jean Rouch alone. It seems to me that in his films on the Dogon, Rouch only dared intervene with his own descriptive and analytical commentary when backed by the participation of the ethnologist specializing in the study of this people, Germaine Dieterlen. The author of this book and his numerous fellow-workers have been associated with the Dogon for some fifteen years, and through their published works these people are today the best-known tribe in the whole of the Western Sudan.
Les Ames des Dogon, by G. Dieterlen (1941), Les Devises, by S. de Ganay (1941), and
Les Masques, by M. Griaule (1938) , have furnished scholars with proof that the life of these Africans was based on complicated but orderly conceptions and on institutional and ritual systems in which there was nothing haphazard or fantastic. Ten years ago these works had already drawn attention to new facts concerning the 'vital force', about which sociologists have been telling us for half a century past. They have shown the primary importance of the notion of the person and his relations to society, with the universe, and with the divine.
Based on these works, Griaule concludes, the Dogon could be said to:
"live by a cosmogony, a metaphysic, and a religion which put them on a par with the peoples of antiquity, and which Christian theology might indeed study with profit." At the end of the book, having learnt of the death of Ogotommêli, in 1947 , Marcel Griaule (1965 writes:
This death is a serious loss to human studies. Not that the blind old man was the only one to know the doctrine of his people! Other Dogon notables possess its main principles, and other initiates continue to study them; but he was one of those who best understood the interest and the value of European research.
In Below I provide an excerpt from a sequence of the commentary in which we can observe some of the elements mentioned above:
Pangalé, Ambara's son, returns from fibre dyeing in Ogolda, on the Gona river.
In the primordial times, men were immortal, but God gave them speech in exchange for death. The fox, master of disorder, inventing the first mask for First the impure corpse is placed in the cemetery-cavern. Six months later the funerals entrust the wandering soul to the water spirit, but the soul still continues to visit its house all the time. Soon the village is invaded by the souls of the dead, so seductive that they drag with them the souls of the living.
Every four or five years, the Dama [in other words, the ritual], the 'dangerous thing,' puts an end to this leakage. Seduced by the great display of masks, the souls of the dead leave the village and, following the route taken by first dead ancestor, reach the country of the dead, there in Monga. The next day the masks are painted and decorated with coloured fibres: black for water, yellow for earth, white for air, red for fire. These are the four elements that will give the masks vital force, enabling them to enchant the dead.
At night, on the rocky outcrop at the northern entry to Upper Ogol, the drums beat, marking the ginne yelé rhythm, to call the new masks, which, leaving savannah, will come to the village for first time.
[At this moment we encounter a type of commentary used frequently throughout the film, whose purpose is to describe in detail the type of mask used and the order in which they appear in the ritual, naming them and describing their ritual function or connection, with the commentary accompanying the images.]
Illuminated, the small Dyobi appear, the Peul horsemen, fantastic like the fox, perpetually searching for his lost twin sister. Afterwards come the juriti masks, tene tona, mounted on their wooden legs, perching from tree to tree.
Next the commentary returns to a citation from Marcel Griaule without mentioning the precise source: "This dance body, the society of masks, is the image of the entire world, all men, all trades, all foreigners, all ages, all functions and all times figure in the ritual as wooden masks and fibre bonnets."
This is followed by a small pause in the commentary, strategically placed in order for the viewer to absorb the sensory dimension of the image and sound that accompanies the mask dance spectacle. Next the commentary resumes its function of describing the ritual masks and figures, accompanying their appearance on screen step-by-step:
Leading the parade is the mask of Azagay, the fox, master of disorder who invented the first Dama, wearing scarlet fibres, made from the bark of the Sa, to dance the death of God, the death of his Father, from whom he took the placenta-sun and the seed of sex. Its six eyes surround its head. The masked persona holds a ritual staff of the usurper; he has been looking for his lost twin sister since the beginning of the world.
Immediately afterwards we come across another kind of commentary, also fairly widely used in the film: in fact, this is nothing more than Jean
Rouch's repetition, in French, of a native -and in this case ritual -discourse, a device widely used by the filmmaker in other films:
A Muluno, chief of masks, recites the motto of the masks: Burning, burning, burning mask, it is the mask of God, the mask coming from the east, to all of us, to our village. Hail, mask. May God give long life to all men. A clever man went to the savannah and saw a bad tree. He caught a lizard with his head and took its head off. The mask became powerful, very powerful. Burning, burning.
He hit the mask with a branch and mask became powerful, powerful like the sun, powerful like the fire, powerful like the dart. So that all the men put the masks on their head, the masks over their eyes, on their arms, on their legs those that are edited little and where there is little or no kind of commentary or subtitling, and those that are heavily edited or commentated.
In the case of the former, I have striven to avoid a line of interpretation that considers these 'raw films' to be closer to so-called 'ethnographic film.' I have argued that those of Jean Rouch's films that have little editing and little or no commentary, such as Horendi, stem not from an attachment to raw reality or an (objectivist) distancing on the part of the ethnologist-filmmaker, but, more precisely, from a two-fold intuition of the author-director: firstly that there are sociocosmic and technical systems that can only be comprehended or transmitted very crudely through the written or commented text, and secondly that we can gain better access to these systems through sensible experience.
In the case of the more heavily edited and commented films, we have seen that the author's intention was to provide a set of information that, although
